
























































































































																																								 																																							 																																							 																																							 																																			rape	and	torture’	in	Time	Bomb,	Issue	1,	1984	and	on	Thatcher’s	support	of	repressive	regimes	in	SA,	Ireland	and	Latin	America	(particularly	Chile)	see	‘Repression’	in	Acts	of	Defiance,	Issue	6,	p9.	37	See	the	lyrics	to	‘Bloody	Revolutions’	(1980)	for	Crass’	take	on	politics	of	either	left	or	right	persuasions.		
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At	around	this	time,	punk	fanzines	were	increasingly	engaging	with	anarchist	ideas	in	relation	to	concepts	of	state	and	government	in	lengthy	tracts	and	articles.	An	article	in	Anarchy	expands	from	a	description	of	prison	officers	escaping	punishment	for	the	alleged	murder	of	a	prisoner	to	provide	an	anarchist	explanation	of	how	the	justice	system	was	inherently	flawed	due	to	its	function	to	uphold	hierarchical	society.	This		argued,		
	
“The	state	is	violence	raised	to	a	level	of	an	institution,	wielded	as	a	weapon	in	the	class	struggle,	with	
us	as	the	target.	It	thrives	on	the	myth	of	‘equality	before	the	law’	whilst	perpetrating	a	system	which	
ensures	that	society	remains	founded	upon	inequality.”	In	case	the	reader	should	assume	that	the	problem	was	a	capitalist	as	opposed	to	a	socialist	or	communist	state,	the	article	continues,	“…It	is	
the	thing	itself	–	the	state	–	which	is	the	problem,	not	who	controls	it.	THEIR	‘British	justice’	is	OUR	
oppression.”	38		
Religion	Another	institution,	which	has	often	been	decried	by	anarchists	as	alienating	and	oppressive,	is	the	church.	From	an	anarcho-feminist	perspective,	Christianity	subjugated	women	in	particular	due	to	its	patriarchal	history,	structure	and	functioning.	Crass’	obsession	with	organised	religion	manifested	itself	in	tracks	such	as	Women,	So	What	and	Reality	Asylum39	and	subsequent	album	titles,	Stations	of	the	Crass	(1979)	and	Christ	the	Album	(1982).40	It’s	also	an	ongoing	theme	in	Rimbaud’s	poems	and	in	Vaucher’s	images	for	Crass.	As	with	their	distinct	take	on	feminism,	Crass	here	allied	itself	with	dissenters	from	tradition.	In	this	case,	Crass	could	be	seen	to	act	as	a	catalyst	for	increasing	dissatisfaction	with	the	church,	particularly	among	the	young,	at	that	time.			
																																								 																				38	Barry	Prosser:	‘Their	Justice	and	Ours’	in	Anarchy,	Issue	34,	London,	UK,	1982.	39	Women	and	So	What	are	included	as	tracks	on	The	Feeding	of	the	Five	Thousand	(EP,	Small	Wonder,	1978),	while	
Women	also	appears	on	Stations	of	the	Crass	(LP,	Crass	Records,	1979).	‘Reality	Asylum’/’Shaved	Women’	(7”,	Crass	Records,	1979).		40	This	record	was	a	double	album,	box	set,	featuring	the	book,	A	Series	of	Shock	Slogans	and	Mindless	Token	Tantrums.	The	book	included	Rimbaud’s's	essay,	The	Last	of	the	Hippies,	which	recalled	the	suspicious	circumstances	surrounding	the	death	of	his	friend	and	co-instigator	of	the	free	festival	circuit,	Wally	Hope.			
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	Fig.08	Toxic	Grafity	#5	p.17,	1980	(Mike	Diboli).	
	Crass’	attack	on	religion	as	an	oppressive,	aggressive	institution,	despite	its	declarations	of	peace,	found	an	eager	reception	in	punk-zines	in	the	early	1980.41	An	article	in	Chainsaw	for	example	stated,		
																																								 																				41	See	an	article	in	Acts	of	Defiance,	Issue	3,	1982	p15,	which	reads,	‘The	Jewish	religion	encourages	the	myth	that	men	are	
superior	to	women	–	it’s	fucking	pathetic.	The	Catholic	religion	disgusts	me	the	most…	millions	in	the	world	live	in	poverty…	
while	the	church	spends	thousands	on	visits	for	the	Pope.”	Also	see	This	is	Religion	(Your	Religion?)	in	Chainsaw,	Issue	12,	Sept	1981,	pp26-27	for	an	article	on	the	hypocrisy	of	government,	church	and	the	wealthy	being	the	arbiters	of	Christian	morals.	
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“A	recent	opinion	poll	by	one	of	the	national	daily	papers	showed	that	if	you	are	an	atheist	you	are	
more	likely	to	be	a	pacifist	than	you	are	if	you	believe	in	God.	Which	tends	to	make	a	mockery	of	the	
‘love	thine	enemy’	messages	that	the	God	squad	tend	to	preach.	Do	you	think	that	Maggot	Thatcher,	
Ronald	Reagan	and	Co,	leaders	of	the	western	world,	orderers	of	cruise	missiles,	believe	in	God?	Of-
course!”		The	article	went	on	to	argue	that	a	religion’s	belief	in	its	own	superiority	and	subsequent	divisiveness	made	it	analogous	to	fascism.42		
Single	Issue	Politics:	Animal	Advocacy	While	Crass	focused	exclusively	on	releasing	their	own	materials	in	1979,	from	1980	onwards	their	focus	was	arguably	not	just	on	releasing	their	own	output,	but	on	applying	the	model	to	other	like-minded	bands.43	The	ideas	and	priorities	of	these	bands	were	channelled	through	their	music	and	imagery.	Single-issue	politics	emerged	as	a	focus	for	more	generalised	opposition	to	globalised,	hegemonic	capitalism.	Correspondingly,	fanzines	reacted,	not	only	through	the	dissemination	of	Crass’	ideas	into	the	wider	anarcho-punk	sphere,	but	also	through	the	bands’	various	focuses	on	issues	such	as	vivisection,	nuclear	energy,	war	and	organized	religion.		
	The	commitment	to	animal	liberation	shown	by	bands	such	as	Flux	of	Pink	Indians,	Conflict,	and	the	Subhumans	helped	to	entrench	this	as	an	issue	within	anarcho-punk	circles.	This	concern	was	expressed	through	their	music	and	the	design	of	their	record	sleeves	and	inserts.	Releasing	their	music	on	independent	labels	gave	anarcho-punk	bands	the	opportunity	to	express	their	views	without	censorship	or	compromise.	In	addition	to	the	focus	of	their	music	and	associated	graphics,	Flux	gave	out	thousands	of	leaflets	on	vivisection,	anarchy	and	pacifism	at	their	gigs.44	Such	strategies	built	upon	an	already	well-established	animal	advocacy	and	animal	rights	counter-culture,	where	leafleting	and	flyers	were	commonplace	at	demonstrations	and	other	gatherings.45	
	
																																								 																				42	‘This	is	Religion	(Your	Religion)’	in	Chainsaw,	12	Sept,	1981,	p26.	43	Crass	Records	produced	twenty-one	albums	and	thirty	six	singles,	of	which	twelve	albums	and	twenty	five	singles	were	by	other	bands,	predominantly	released	between	1980-84.		44	Hammy,	Flux	in	Roar,	No	7,	1983	45	In	fact,	this	led	on	to	other	debates	concerning	the	use	of	inks	or	photographs	that	hardline	vegans	objected	to	in	relation	to	animal	products	such	as	gelatin	(in	film),	chemicals	in	dyes	and	inks,	and	even	the	use	of	paper	as	a	negative	environmental	impact.		
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	Fig.09	Fack	#6	p.27,	1981.		The	bands’	views	were	also	disseminated	via	interviews	in	punk-fanzines,	live	performances	and	the	example	they	set	through	choices	such	as	vegetarianism.	The	punk-fanzines	also	explored	concepts	of	animal	liberation	and	veganism	from	an	anarchist	philosophical	perspective	in	in-depth	articles.	Such	tracts	articulated	a	moral	or	political	standpoint	regarding	the	exploitation	and	commodification	of	animals	within	a	contemporary,	capitalist	society.		
	
The	Means	of	Production	The	more	successful	early	punk	fanzines	had	been	forced	to	adopt	commercial	models	of	production	and	distribution,	though	their	design	aesthetic	often	remained	distinctly	DIY	in	style.	By	
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the	time	anarcho-punk	had	established	its	own	champions	within	the	fanzine	market,	such	models	of	large-scale	print	production	and	distribution	were	already	well	developed.	This	isn’t	to	say	that,	like	earlier	punk	fanzines,	a	range	of	smaller,	low-key,	do-it-yourself	publications	were	unimportant,	but	that	the	more	established	punk	‘zines	with	greater	distribution	(Sniffin’	Glue,	
Ripped	&	Torn,	Panache,	Chainsaw)	had	paved	the	way	for	a	second	generation	of	‘zine	producers	in	terms	of	production	knowledge	as	well	as	audience	and	market	(Toxic	Grafity,	Adventures	in	Reality,	
Kill	Your	Pet	Puppy,	Acts	of	Defiance,	Vague).	Anarcho-punk	‘zines	can,	then,	be	seen	as	an	extension	of	an	already	established	punk	fanzine	milieu,	tapping	into	existing	networks	and	practices	while	at	the	same	time	attempting	to	present	a	break	with	the	past	in	terms	of	content	and	design	aesthetic.		Former	Pink	Fairies	roadie	Joly	MacFie’s	Better	Badges	enterprise	was	to	take	a	lead	in	supporting	the	emerging	punk	independent	producers,	initially	manufacturing	pin	badges	then	extending	their	services	to	support	the	print	production	of	punk-zines	after	investing	in	litho-printing	equipment,	as	MacFie	notes;		
“You	could	make	metal	offset	plates	for	approximately	75p.	I	priced	it	out	and	came	up	with	a	rate	of	
2p	per	double-sided	sheet	for	‘zines,	But	if	we	dropped	in	a	BB	ad,	I'd	drop	it	to	1p.	And	we	took	pretty	
much	all	comers.	You	paid	for	what	you	took,	and	we'd	distro	the	rest.	I	always	saw	my	role	as	
empowering	the	voice	of	the	fans	vs.	the	industry.	With	style.”46		Some	fanzine	producers	felt	that	the	Better	Badges	‘formula’	was	a	little	to	restrictive,	however,	as	Alan	Rider	of	Adventures	in	Reality	recalls;	“…the	reason	I	never	went	with	the	Better	Badges	print	
and	distribution	deal	was	that	they	had	to	approve	of	your	zine	and	they	all	had	the	same	look	to	
them,	with	no	variation.	It	was	a	good	deal,	but	limiting	and	not	for	me.”47	By	this	time,	Better	Badges	employed	three	designers	along	with	printers	including	Nick	Godwin	from	anarcho-punk	group	Zounds.	The	Kill	Your	Pet	Puppy	website	directly	attributes	the	impact	of	Better	Badges	on	the	establishment	of	this	new,	more	radical	and	politically-charged	punk	fanzine;		
“Kill	Your	Pet	Puppy	was	at	the	forefront	of	a	cultural	landscape	and	an	alternative	world	of	squats,	
squatted	venues	and	self-sufficiency	that	became	known	later	as	anarcho-punk…	Getting	the	new	
																																								 																				46	Email	correspondence,	12th	December	2016.	47	Email	correspondence,	18th	December	2016.	
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fanzine	out	onto	the	streets	proved	a	problem	until	Joly	of	Better	Badges	agreed	to	print	the	new	
publication	(then	title	unknown)	in	as	many	crazy	colours	as	Tony	wanted.”48		
Ripped	&	Torn	and	KYPP	contributor	Alistair	Livingstone	recalls;			
“I	remember	with	KYPP6	the	first	500	(or	less)	we	went	to	a	community	print	shop	on	the	Holloway	
Road	and	did	it	on	a	Gestetner	type	machine.	Fanzines	printed	by	Better	Badges	usually	had	a	Better	
Badges	half	page	advert	in	them,	so	you	can	tell	which	ones	were	printed	there.	Better	Badges	also	did	
distribution,	selling	the	zines	alongside	the	badges	at	gigs…	we	printed	100	copies	of	KYPP6	at	the	
Islington	Bus	Company,	which	was	a	community	printers/community	centre.”49		Other	radical	print	shops	helped	to	facilitate	the	production	of	some	of	the	more	established	punk	and	anarcho-punk	‘zines.	Generally,	there	were	few	tensions	between	the	ideology	of	the	punk	fanzine	producers	and	printers.	Graphic	designer	Andrew	Howard,	who	worked	at	the	Islington	Bus	
Company,	suggests	a	level	of	liberal-minded	tolerance	toward	much	of	the	material	that	the	group	were	asked	to	print;	“…we	were	used	by	a	whole	range	of	groups	–	sometimes	using	our	duplicators,	
and	then	later	our	photocopiers	(Sharp	copiers	that	produced	really	great	blacks).	We	were	cheaper	
than	most	places.	I	don't	recall	that	we	ever	refused	or	censored	anyone	–	we	were	a	left-wing	
collection	after	all.”50	However,	such	easy	collaboration	was	not	always	the	case,	as	Alan	Rider	of	Coventry	punk	‘zine	Adventures	in	Reality	recalls;		
“Most	of	the	copy	shops	and	printers	I	used	didn’t	really	care	too	much	about	what	I	did	–	I	doubt	they	
ever	bothered	to	read	or	look	at	the	content.	The	exception	was	the	left	wing	Community	Print	centres	
I	sometimes	used.	They	were	cheap,	but	did	tend	to	object	to	some	of	the	content.	I’ve	never	censored	
anything	I’ve	done	though.	The	biggest	example	of	that	was	when	I	used	a	body	art	image	for	a	front	
cover.	Because	it	was	a	nude	figure,	they	refused	to	print	it	as	they	felt	it	was	“sexist”	(it	wasn’t).	So	I	
got	the	sleeve	printed	up	at	a	commercial	printers	and	hand	collated	and	stapled	them.	Then	record	
shops	said	they	wouldn’t	stock	it,	which	was	when	I	came	up	with	the	idea	of	printing	up	the	paper	
bags	to	put	it	in.”51	
																																								 																				48	http://killyourpetpuppy.co.uk	49	Email	correspondence,	4th	December	2016.	50	Email	correspondence,	12th	December	2016.	51	Email	correspondence,	18th	December	2016.	
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	Tony	Drayton	came	across	similar	difficulties	with	shops	and	resellers	of	his	Ripped	&	Torn	fanzine,	though	not	with	the	printers	themselves	–	though	at	the	time	his	fanzines	were	printed	by	commercial	printers	rather	than	the	more	politically-inclined	radical	print	shops;		
None	of	the	printers	ever	refused	anything	I	sent	to	them,	I	never	thought	about	that	happening	when	
producing	the	fanzines.	Rules	were	more	set	by	shops	who	had	the	power	to	refuse	to	stock	the	fanzine.	
There	was	quite	an	issue	when	I	put	Raped	on	the	cover	of	R&T11	as	Rough	Trade	had	refused	to	sell	
the	Raped	EP	due	to	the	band’s	name	(and	the	name	of	their	EP).52			Chris	Low	produced	several	different	‘zines	via	family	contacts	at	Stirling	University	(where	he	could	access	free	photocopying)	and	a	local	commercial	printer	in	Scotland.	He	produced	one	anarchist	‘zine,	Angry,	which	was	litho-printed	at	“…either	Little	@	or	Freedom	Press”.	This	was	originally	intended	to	have	been	included	with	the	Apostles	Smash	the	Spectacle	EP.	He	recalls	at	least	some	restrictions	being	placed	on	fanzine	content	by	printers;		
“All	the	printers	I	had	dealings	with	stipulated	nothing	would	be	printed	that	was	'political	or	
pornographic'.	I	recall	even	the	CND	symbols	I	used	on	some	pages	were	brought	into	question.	To	
their	credit,	I	don't	recall	there	ever	being	any	issue	about	swearing	however.”53			A	number	of	underground	and	counterculture	magazines,	including	Black	Flag,	were	printed	by	
Little	@	press,	based	in	the	former	dockyard	warehouses	at	Metropolitan	Wharf,	Wapping.	Andy	Martin	of	The	Apostles	worked	in	the	print	shop,	and	helped	to	facilitate	access	for	like-minded	anarcho-punk	producers.	It	is	also	notable	that	the	Autonomy	Centre,	a	punk-centred	anarchist	community	space,	funded	in	part	by	proceeds	from	the	Crass/Poison	Girls	split	single	‘Bloody	Revolutions’/’Persons	Unknown’	(Crass	Records,	1980),	was	established	in	early	1981	within	the	same	building	as	Little	@,	as	Alistair	Livingstone	recalls;		
“The	Crass	and	Poison	Girls	benefit	single	for	what	was	to	become	the	Wapping	Autonomy	Centre	was	
released	in	May	1980	and	raised	£10,000.	The	money	was	used	to	convert	a	space	in	a	Victorian	
																																								 																				52	Raped,	Pretty	Paedophiles	(Parole	Records,	1977).	53	Email	correspondence,	4th	January	2017.	
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warehouse	beside	the	Thames	at	Wapping	into	a	social	centre.	After	discussion	the	more	neutral	
‘Autonomy	Centre’	was	chosen	over	‘Anarchist	Centre’	as	its	name.	It	opened	in	early	1981	but	was	a	
rented	space	without	an	entertainment	or	drinks	licence.”54			Content	concerns	were	also	reflected	in	the	choice	of	images.	In	some	cases	this	resulted	in	a	shift	away	from	the	earlier	punk	fanzine	aesthetic	that	combined	handwritten	and	typewritten	text	with	photographs	of	bands	toward	more	directly	political	concerns	and	the	use	of	alternative	visual	strategies	(collage,	illustration,	reportage,	appropriation	of	images	from	contemporary	newspapers	and	magazines)	to	reflect	the	change.	Some	of	these	choices	reflected	a	deliberate	attempt	to	move	away	from	music-based	fanzines	to	more	politicised	(and	serious)	‘zines,	while	others	were	driven	by	necessity;	photographs	of	bands	were	relatively	simple	to	source	or	produce,	but	more	ideological	or	political	themes	required	a	more	sophisticated,	or	at	least	more	abstract	and	less	directly	representational,	visual	accompaniment.		
(Anarcho)	Punk	Is	Dead	Having	sustained	two	separate	high-points,	in	terms	of	subcultural	participation	and	commercial	impact	–	between	1976	and	1979	and	again	between	1980	and	1982	with	its	‘second	wave’	resurgence	–	by	the	mid-1980s	the	term	‘punk’	was	derided	as	tired	and	clichéd	within	the	fanzines.	One	article,	Another	Redundant	Term	of	Abuse,	by	Mark,	in	Infection	4,	1984,	commented;		
“The	term	‘punk’	is	redundant;	it’s	sick,	feeble…	dead…	Punk	may	have	once	meant	all	the	things	I	
associate	with	it;	rebellion,	freedom	of	expression,	individuality,	honesty	and	an	all	alternative	culture	
free	of	all	restrictions;	in	short	an	environment	that	we	can	truly	run	wild	in.	Present	day	‘punk’	shows	
the	exact	opposite	of	these	ideals.”		Mark	blames	the	music	press,	chiefly	Gary	Bushell	and	Carol	Clark,	and	wider	business	interests	for	stifling	and	categorising	creativity	within	punk.	However,	the	stagnant	situation	for	punk	was	also	seen	as	the	fault	of	the	movement	spurred	by	Crass.	Tom	Vague	commented;	“…Standards	dropped	
to	an	all-time	low.	So	long	as	you	had	a	Mohican	and	leather	jacket	and	sung	about	state	oppression	
and	not	eating	meat,	you	were	alright.”	He	continued	to	slate	a	wide	range	of	anarcho-punk	bands	including	Poison	Girls,	Flux,	Rubella	Ballet,	Conflict	and	the	Subhumans,	adding;		
																																								 																				54	Alistair	Livingstone,	‘Everyone	Was	An	Anarchist’	in	Bull,	G	&	Dines,	M	(eds.).	2015.	Tales	From	The	Punkside,	London:	Active	Distribution.	P.33.	
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“This	whole	neu-punk	thing	stinks	even	more	than	Bushell’s	Oi	punk	nightmare	in	a	way.	It’s	got	all	the	
predictable	talk,	but	no	bottle.	Once	alive	and	fresh.	Now	dead	and	un-fresh.	Like	rotting	fruit.	Don’t	fit	
into	rules.	Don’t	follow	expected	dogmas	and	stereotypes.	Take	risks.	Show	some	originality	and	
imagination	for	god’s	sake…	Vague	82.”55		The	fanzines	discussed	how	punk	bands	and	fanzines	that	were	following	a	Crass	template	were	producing	essentially	derivative	versions	of	their	ideas.	At	this	time,	there	were	signs	that	Crass	too	was	becoming	burnt	out	and	weary	with	the	movement	they	had	to	a	significant	extent	inspired.	Their	records	were	also	not	selling	well.	This	time	also	saw	conflict	within	Crass	over	their	pacifist	stance.	Crass	disbanded	in	1984,	thereby	fulfilling	their	own	prophesy56		
Shock	Slogans	and	Mindless	Token	Tantrums	Anarcho-punk	needs	to	be	understood	in	relation	to	the	wider	evolution	of	the	subculture.	While	many	concerns	expressed	by	anarcho-punk	groups	and	‘zine	writers	pre-date	any	kind	of	‘year	zero’	punk	stereotype,	drawing	as	they	do	upon	political	philosophy	dating	back	more	than	a	century	together	with	many	of	the	ideologies	revitalised	by	the	late	1960s	and	early	1970s	counterculture	in	the	UK	and	US,	they	should	also	be	viewed	as	a	continuation	of	internal	discourse	within	the	punk	subculture	itself.	Through	the	evolution	of	subcultural	networks	of	production	and	distribution	(and	the	establishment	of	an	audience	and	market),	punk,	in	its	broader	sense,	facilitated	the	emergence	of	the	more	radical	politics	of	anarcho-punk.	Crass	had	originally	picked	up	on	the	debates	articulated	in	‘zines	on	punk	as	a	grassroots	movement	and	an	unmediated	form	of	expression	and	in	turn	fed	back	in	their	own	anarchist-pacifist	philosophy.	From	around	1980,	Crass	had	a	significant	input	into	the	evolving	rhetoric	and	aesthetic	adopted	by	the	‘zines.	The	underground	media	that	enabled	debates	(and	internecine	rivalries)	to	flourish	are	exemplified	within	the	do-it-yourself	punk-zines	and	independent	punk	voices	away	from	the	mainstream.	Punk’s	model	of	anarchism	was,	therefore,	a	ground-up	model	of	political	discourse,	with	anarcho-punk	‘zines	at	the	forefront	of	those	debates.		
																																								 																				55	‘Those	Not	so	Loveable	Spikeytops’	by	Vague,	T,	in	Vague	12,	1982.	56	Crass	often	stated	their	intention	to	disband	by	1984	or	sooner	if	no	longer	working	effectively.	See,	interview	with	Crass	in,	No	More	of	That,	Feb	1981,	p8.		
